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(...) that day he went to sleep over a valley, which seemed to have a certain 
population... in the huts, without considering what was in the field, he found 
food aplenty, as well as corn and beans, which are almost like peas, and many 
cavies, which are like rabbits, except they are smaller, which are very nice to eat, 
and many medium sized dogs like those of Castile, except that they are mute. In 
the language of the Indians, this province is called Avurra (...). 


Jorge Robledo, Cronica de la Conquista, c.1543 


The Spaniards found the first dogs in the Aburra Valley, and not hearing them 
bark, they called them mute dogs. According to Garcilaso de la Vega, in his 
General History of Peru, several such animals were also found in this country; 


they appeared to be a variety of sheepdogs. 


Charles Satfray, | Zaje a Nueva Granada, 1861 


"Mute dogs that appeared to be a variety of sheepdogs" is a failed translation 
attempt by Charles Saffray, a Nineteenth-Century French traveler, in response to 
a reality that escaped him. The Time of Mute Dogs is a failed translation attempt by 
David Escobar Parra (Medellin, 1979), in response to a desire impossible to 
satisfy. 


Escobar Parra has studied Latin American avant-garde literature for several years, 
paying special attention to Nadaism and Brazilian concrete poetry. Following this 
interest, he visited the Mexican Sierra Madre in Oaxaca, in the Fall of 2019, 
where he spent time with the Mazatec community. Eiscobar Parra went to 
Mexico in search for a whistled language that has no writing system which the 
Mazatecs have used since ancient times. He returned to Medellin with the 
impression of having experienced a reality that escaped him, just as it escaped 
Saffray. 


Time of Mute Dogs arises from a desire to translate an experience of otherness. It 
is an attempt to communicate and to account for a way of being in the world, 
and conceiving artistic creation, that was as forcign to Escobar Parra as the 
Aburra Valley was to Charles Saffray. 


The work proposes the creation of a contemporary-archaic language that 
materializes in the body and space. It is an invitation to participate in the fiction 
of a possible language, in dialogue with ancient epistemologies and future desires, 
as well as to revalue whistling as a communication technology, as a way of 
approaching the world, and as a tool for resistance. It is also a way in which the 
artist secks to bear witness to the impossibility of apprehending and 
communicating the Mazatec world, with its own logics and times, its 
cosmogonies, and the forces that structure its community. 


Time of Mute Dogs draws attention to the erasures of the colonial project while 
underscoring the survival impetus of colonized communities and their 
cosmogonies. Communities that resisted the continued attempts to be silenced 
and eliminated. With his contemporary-archaic language, Escobar Parra raises 
the possibility of new writings that accept the inevitable colonial erasures and 
imagine new forms of communication. Such communication technologies reveal 
traces of previous cosmogonic experiences, update them, and reveal them as a 
potential future, 


The visitor encounters a syncretic installation combining dance, sound, poetry, 
ritual, video, and literature. Vor this project, the artist intervened [:/ nalle de los 
Perros mudos (2000), a novel by Juan Gil Blas (Medellin, 1959) and produced a 
poem that is, in turn, periscopically transformed in the exhibition space. 
Similarly to Gil’s novel, the artist’s poem is divided into four chapters: "The 
World", "The News", "Chaos", and "The End." This segmentation is also visible 
in the other elements that constitute the work. 


In the main gallery, four screens made out of fabric hang from the ceiling and 
become progressively opaque as the exhibition unfolds. The artist envisions 
these screens as metaphors of the floodgates that are part of certain 
hydroelectric projects. The bottom ends of these fabrics are submerged in 
special ink-filled containers that slowly taint them, alluding to two different 
phenomena. First, the powers of fixation, transformation, and concealment 
inherent to writing. Second, the impact generated by some infrastructure 
developments that are built in sacred lands of the Mazatec and Nutabe 
communities—territories where mute dogs once wandered. 


Characters wearing forensic coveralls are projected on these fabrics/screens / 
floodgates as they interpret, through dance, sound, and image, an additional 
translation of The Time of Mute Dogs, Uscobar Parra's poem. The image of this 
veiled, dancing body reminds us of the impossibility of remaining isolated, in 
particular when spaces and contexts are—like language—inhabited in 
movement. In this way, the installation offers visitors the possibility of 
experimenting, as an archacologist might, with the (in)material traces of a 
world they cannot fully understand. 


In the foyer, the visitors are greeted by a series of screens that expose them to 
the complexities of translation, pointing to the gaps inherent between languages 
and forms of communication. Similarly, the equivalence of the message 
transmitted through each of these sercens questions the historical hierarchies 
that privilege certain knowledges over others. The visitors can choose the 
register of their preference to attempt their own—failed?—communication 
exercise. The foyer also serves as an introductory gallery and presents two of 


the projects’ main concerns. 


The first one is the aporia that underlies any attempt of translation—that is, 

the impossibility of fully accessing o¢her worlds. This attempt to apprehend the 
other will always be an exercise of power driven by the desire for that which we 
cannot fully understand. The resulting interpretation could always be an act of 


subjection as much as one of connection. 


The second one concerns the multiplicity of linguistic registers that are present 
in the work and questions the horizontal coexistence of epistemologies. The 
equivalence between the formal manifestations of these registers negates the 
possibility of identifying any of them as superior. The tendency to grant 
superiority to some of those registers is not essential, it is rather the 
consequence of a lack of familiarity with them that makes them appear 
opaque. Because even today we staunchly believe that it is the barking that 
makes the dog. 


Time of Mute Dogs suggests that when a dog doesn’t bark, it whistles, and dogs 
that whistle, dance. And dancing only happens in movement: between times 


and spaces—between languages. 


Catalina Acosta-Carrizosa and Jerénimo Duarte-Riascos / de cabeza 


curaduria 


David Escobar Parra 

Escobar Parra graduated from Fundacion Universitaria Bellas Artes in Medellin, 
and has pursued independent studics in architecture, film, and television 
production. He has received grants from FONCA (2018), Idartes (2019), and 
the Ministry of Culture, among others. His solo exhibitions include: Miami 
Anti-Commmnist Capital, MIAMI Practicas Contemporaneas, Bogota (2017); 
NADA, arte y politica en el nadaismo, \.a Parceria, Madrid, Spain (2014); Ciclo 
RE--producciones, MIAMI Practicas Contemporaneas, Bogota (2013); (Una 
temporada en) el remordimiento, Lugar a Dudas, Cali (2012); [ercicio de memoria (1), 
Fotografias de L:duardo Carrgal, Lugar a Dudas, Cali (2011). 


He has participated in several group exhibitions, including: 43rd and 45th Salon 
Nacional de Artistas in Colombia; | rente é /:uforia, Oficina Cultural Oswald de 
Andrade, Sao Paulo, Brazil (2015); Después de /o anterior, Galeria Santa Fe, 
Bogota; Re/atos desde la frontera, Musco Casa de la Memoria, Medellin; 
Contraexpediciones: mas alla de los mapas, Museo de Antioquia, Medellin (2014); 
Artecimara, ART BO, Bogota (2013). He has recently participated in film and 
video art festivals such as Cineautopsia, 5th Bogota Experimental Film Festival, 
and FIVA, 9th International Video Art Festival, Argentina (2019). 


de cabeza curaduria 

Their practice alternates between research and the production of art exhibitions, 
prototypes, events, art pieces, and wider cultural and artistic experiences. As 
agents, mediators, catalysts, interpreters and facilitators they approach both 
success and failure as the impetus for and the essential tools of creativity, 
production, communication and exploration. They work with and within 
institutional and alternative spaces, at the intersection of common problems and 
interests—where collective action and co-creation occur. Their exhibitions and 
projects have been presented at Harvard University, Universidad de los Andes, 
and Espacio E:] Dorado, among others. As curators of the 15 Salén Regional de 
Artistas, their work travelled to various spaces in Santander and Norte de 
Santander, where they held exhibitions, talks, workshops, and other cultural 
events, 


Catalina Acosta-Carrizosa is the director of special projects at Sokoloff + 
Associates, an art consulting firm in New York City. She has previously worked 
as a research assistant at the Museum of Modern Art in New York and as a 
curatorial assistant at the Sullivan Galleries in Chicago. She holds a dual M.A. in 
art history and arts administration from the School of the Art Institute of 


Chicago. 


Jeronimo Duarte-Riascos holds a Ph.D. from Harvard University and is a 
visiting professor at Northwestern University in Chicago. For three years he was 
the C-MAP Fellow for Latin America at the Museum of Modern Art in New 
York City. His academic research establishes dialogues between contemporary 
Latin American literature and the visual arts of the same region and period. 


Program C aims to underscore the commitment shared by MAMM and Celsia 
towards contemporary artistic creation through a series of curatorial investigations, 
processes of follow-up, and exhibitions produced and presented in MAMM’s 
Gallery C. This program seeks to promote and stimulate production among 
emerging Colombian artists and to provide a space for the public to enhance its 
knowledge and enjoyment of recent artistic practice. 
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